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Specially 
designed for dancing! 


RUMBAS 
SAMBAS 
TANGOS 
WALTZES 
FOXTROTS 


e Interesting and authentic rhythmic style, clearly defined beats. 


e Excellent musical quality.. Strict tempos, No vocals. 
e Slow, medium and fast tempos. Records so marked. 


e Splendid quality in construction. Ballroom Dises will far outlast 
ordinary records. 


¢ No more futile hunting in record stores. The Ballroom Disc label 


is your guarantee of authentic, danceable music. 


are now available in the following albums: 
401 — Standard Foxtrots 403 — Waltzes 405 — Sambas 
402 — Modern Foxtrots 404 — Rumbas 406 — Tangos 
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DANCE, Dept. SSS, 520 West 324th Street, New York |, N. Y. 
Each Album $4.99 
Federal Tax Included Please send me the following albums: [] 40! ([] 402 [) 403 [} 404 [| 405 [| 406 


Express Charges Collect | am enclosing (| Check, [] Money Order, for $ 


Please Send Check Street and Number 
or Money Order 
City State 
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HAT do you want to 


money for? You'll never 
need the stuff. 


Why. just think of all 
the wonderful, wonderful 
things you can do with- 
out money. Things like— 
well, things like— 

On second thought, you’d better keep on saving, 
chum. Otherwise you're licked. 


For instance, how are you ever going to build that 
Little Dream House, without a trunk full of moolah? 
You think the carpenters are going to work free? 
Or the plumbers? Or the architects? Not those lads. 
They’ve been around. They’re no dopes. 


And how are you going to send that kid of yours 


_to college, without the folding stuff? Maybe you 


WHERES My COUGH ? 


think he can work his way through by playing the 
flute. If so, you’re crazy. (Only three students 
have ever worked their way through college by 
playing the flute. And they had to stop eating for 
four years. ) 


And how are you going to do that world-traveling 
you've always wanted to do? Maybe you think you 
can stoke your way across, or scrub decks. Well, 
that’s no good. I’ve tried it. It interferes with ship- 


save up a lot of 


Money 


(OR is 17?) 


BY GROUCHO MARX 


board romances. 


So—all seriousness aside—you'd better keep on 
saving, pal. 


Obviously the best way is by continuing to buy 
U. S. Savings Bonds—through the Payroll Plan. 


They're safe and sound. Old Uncle Sam personally 


guarantees your investment. And he never fobbed 
off a bum I1.0.U. on anybody. 


You get four bucks back for every three you put 
in. And that ain’t hay, alfalfa, or any other ‘field- 
grown product. 


Millions of Americans—smart cookies all—have 


‘found the Payroll Plan the easiest and best way 


to save. 


So stick with the Payroll Plan, son—and you 
can’t lose. 


SAVE THE EASY WAY... BUY YOUR BONDS THROUGH PAYROLL SAVINGS 


Contributed by this magazine 
in co-operation with the Magazine Publishers of America as a public service. 
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Dancing Schools! 


PLAN NOW FOR YOUR 


Spring Recitals 


The picture looks brighter! We 
are now planning a more extensive 
line of dance fabrics which will be 
. SS available for your use for spring 
recitals. The demand for these 

fabrics will be great, and we are, therefore, again urging 
you to plan and order your material requirements as soon 


as possible. 


We invite inguirics from dancing schools on our mer- 
chandise trimmings. Patterns and sketches are also avail- 
able. Our pattern circular is issued to all dancing schools 
and teachers of dancing. Send for your copy now! 


A full line of rayons, satins, taffetas, tarletons, and other 


fabrics in a variety of colors all of a better quality — 


is available. 


Dance Dept. 


Associated Fabrics Company 


A Division of Associated Fabtex Corporation 


1600 Broadway New York 19, N. Y. 


DONALD SAWYER 


Ballroom And Tap Instruction 
School Approved by Dept. of Veterans Affairs, Canada 
YEAR ROUND NORMAL SCHOOL 
Write for list of Teacher’s notes 


637 Madison Avenue ° Pi. 3-8639 ° New York 22, N. Y. 


READERS WRITE 


Sirs: 

| wish to congratulate the editors of 
Daxce on the fine work they have done 
on the magazine over the past vear. | 
have Alone some dancing myself and 
haveKknown many other dancers and 
am only too well aware of the narrow 
outlook of some of these so-called ar- 
lists. If they have studied ballet, they 
usually feel that the classic steps and 
postures are the only forms which 
can righty be termed “dance”. Diaghi- 
leff and Nijinsky are the gods of their 
holy race. Likewise the moderns have 
their own circle and their own idols. 
| have met very few members of the 
various cults who are willing to admit 
that what is expressed through move- 
ment is more important than how it is 
done. Most would rather dance for a 
Hither and embody his principles, as 
long as their precious technique were 
allowed. than perform for a_ critical 
and free public who might) question 
their intent. 

Therefore. | have been greatly pleased 
that a magazine about dancing has at- 
tempted a popular approach and re- 
mained aloof from the idol worshippers 
It is not easy to escape the pressures of 
so small a field. but in its recent issues 
Dance has done an admirable job. 

Warers 
New York. N.Y. 


Sirs: 

Although not being a “so-called dance 
critic. | felt Ezra Goodman's remarks 
concerning Katherine Dunham in_ the 
January issue of Dance quite out of 
place. 

Beine familiar with Katherine Dun- 
hams work for a long time. and know- 
ing more of it than the numbers offered 
in Bal Negre. | am sure of her gifts as 
a choreographer as well as her artistic 
integrity. She has. in the first place. 
never claimed to reproduce folk dance- 
and rites of the West Indies in a way 
the camera would reproduce them. Hei 
aim was. and is. the transformation of 
the elements of primitive or popular 
negro dances into choreographed work- 
as part of the theatrical arts. This i- 
her privilege as an artist. 

H. Wacver 
New York, %. ¥. 
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TEN YEARS OF DANCE 


HEN I started the Mordkin Bal- 
let in 1937 with Mikhail 
Mordkin and Lucia Chase, we 
had a great deal of enthusiasm and hope 
for the dance in the theatre. At that time 
ballet was tightly controlled. If one 
could not play at the Metropolitan and 
have the show booked through one 
source, it spelled financial death, and financial death it was 
for the Mordkin Company. However, we had enough con- 
fidence in good dancing and good theatre so that we ex- 
panded and built what possibly will always be known as 
the greatest theatre dance group ever assembled in this 
country — the Ballet Theatre of 1940. 


We opened the curtain at the Radio City Center Theatre 
with twenty-one new ballets by such outstanding choreog- 
raphers as Fokine, Mordkin, Bolm, Nijinska and those of the 
younger school, Tudor, de Mille, Dolin, Howard, Fernandez 
and Shabelevsky. Designers included Soudekine, Aaronson, 
de Molas, Simonson, Benois, Ballard, Baronov, Hambleton, 
Sovey, Stevenson and Tack, and music by eighteen com- 
posers, old and new. The performances were a tremendous 
success. There was an electrified audience. I will never for- 
get a long night of conversations with Lincoln Kirstein 
when he told us that we had accomplished what he had 
tried to do and that he now intented to merge his Caravan 
with Ballet Theatre. 


[ am quite sure that the success of that 1940 season of 
Ballet Theatre was responsible for the influx of ballet and 
modern dance into Broadway musicals. I think Ballet Thea- 
tre also was the first group who dared to play in a popular 
theatre and reaped success. However, since that time, the 
Ballet Russe de Monte Carlo has packed the house at City 
Center at popular prices. At this date, Ballet Russe books 
its own attractions as does Ballet Theatre, which would 
have been almost impossible in 1937. The popularity of 
dance theatre has grown tremendously during the past 
ten years. American Dance Studios have contributed their 
share by turning out a good number of fine dancers. It 
seems right now New York is the dance hub of the world. 


The dance has come a long way in America in the last 
ten years. But in this field particularly one cannot trade 
on past laurels. The problem is to keep this public interest. 
It can only be done by presenting a good dance show by 
good artists and an ever alert zeal for improvement by man- 
agement and artists, and last but not least, by sufficent 
financial backing to create high artistic works. Good luck 
to all of you sincere persons who work in this show profes- 
sion. Good theatre will always be in demand for it is one 
of the few avenues for thorough relaxation in these hectic 
times. 
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Alfredo Valente 
Trudi Schoop, returning to this country after an eight year absence, 
approaches dances with an inimitable sense for comic pantomime. 


survey of humor in the dance 
shows dearth of comie artists 


by BERNARD SOBEL 


OUND the alarum! The race of comedy dancers is dwin- 
dling away. This dreary fact is confirmed by current 
theatre programs which list only a few names that 

can be rated superlative. Of these, the most prominent in- 
clude Ray Bolger, James Barton, who has already deserted 
Terpsichore for the drama, and the Hartmans who deflect 
similarly and occasionally. 

As a matter of fact, comedy dancers have never been very 
numerous, and the contemporary touch-and-go era has al- 
ready forgotten some of those who were most popular, in 
spite of their contributions to the history of comic enter- 
tainment. In this nebulous group belongs Eva Tanguay who 
startled audiences with her burlesque Salome dance, Harlan 
Dixon who amused with his automaton routine, Tom Dingle, 
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Ben Blue, Sammy White, Hal Sherman, Ann Pennington, 
Tom Patricola, Adele Astaire, Clifton Webb and the ver- 
satile innovator, Gertrude Hoffman. 

Analyzing humor, generally speaking, is an intransigent 
task. Laughter has varied with time and place. However, 
it is upon the assumption that anything which falls below 
the ideal is laughable, whether it is behavior, dress, politics 
or mankind, that comic dancing is based. Most dancers may 
be unaware of the fact, their approach being purely in- 
stinctive. 

Such is the case, certainly, with highly individualistic 
James Barton. Though this fine artist has not appeared as 
‘a dancer for a number of years, his interest in the subject 
is as lively as the memories his art inspired. Almost every- 
thing that he says he illustrates with superlative stepping, 
mimicry and burlesque. If he starts, for instance, to talk 
about what was once called aesthetic dancing, he dubs the 
routine “sneak steps”. Then he glides over the dressing- 
room floor, throws himself against the door and poses there 
archly, poised high on his toes, his hands supplicating, 
looking like a naiad trying to escape. 

“When I look over the footlights,” Barton explained, 
swerving from postures and dance steps to psychology, “I 
try to spot someone who seems indifferent, and from that 
moment on, I dance for him until I’ve won his interest. 
By this time, the whole audience is with me. If the audience 
is boisterous and inattentive, I play down to it instead of 
up, that is, I make my stepping so soft that everyone has to 
quiet down in order to hear the dance rhythm.” 

The approach of Grace and Paul Hartman to comedy 
dancing is noteworthy. They believe that the audience re- 
quires them to complete any endeavor they originate, and 
they build their humor on this assumption. If, for instance, 
Mrs. Hartman tries to lift her husband from the floor, she 
strives to exert enough physical effort and strain to make 
the audience think that she is actually raising him from the 
floor. 

“We have to be very serious,” says Mr. Hartman, “more 
serious than anyone else. We work also for the sympathy 
of the audience, because we believe that sympathetic come- 
dians are the most successful. Charlie Chaplin was the 
greatest. Similarly, Victor Moore is most amusing when 
he is trying solemnly to do his best. The audience feels sorry 
for him even while laughing at him.” 

America’s record for successful comedy dancing goes 
undoubtedly to another dancing team, the veterans, Buck 
and Bubbles. Their accomplishments have been definitely 
astonishing. For twenty-seven years, they have _per- 
formed, without any variation whatsoever, a dance which 
has proved a perfect model for dexterity and rhythm, and 
an inevitable show-stopper. During the long period of their 
association, they have lived through and outlived vaude- 
ville, presenting this infallible specialty from one circuit 
to another while millions of fathers and mothers laughed 
only to have their children and their grandchildren grow 
up to repeat the laughter. 

Discussing their extraordinary success, Buck remarked, 
“I believe that we get our first laugh with the help of our 
costumes. The shoes are too big. The trousers are too short 
on one of us, and too long on the other. Our first movements 
also’ create laughter, for I pretend that I’m an amateur. | 
watch Bubbles do a step, then I repeat it, but listlessly as 


Below: Joan McCracken, shown dancing with Jim Mitchell in 
“Billion Dollar Baby", has a natural flair for comic stepping. 
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Opposite page, above: Ray Bolger has kept audiences laughing 
with his humorous numbers such as in “Three To Make Ready”. 


Opposite page, below: Paul and Grace Hartman are outstanding 
examples of dance comedians who play on audience's sympathy. 
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if | were tired. The biggest applause comes when | stub 
my toe. Yes, a simple physical trick like that, though com- 
pletely out of harmony with perfect dexterity, has pleased 
audiences for generations.” 

Contrastingly cerebral is the procedure of Ray Bolger. 

“A good unified story,” he says, is the first essential for 
a comedy dance. Without it, no number can get real laugh- 
ter. As a matter of fact, when I create a comedy dance, | 
proceed as if I were a short story writer with a unified 
idea that will hold attention from the beginning through 
the climax. First, | establish a character. Then I translate 
this character into dance steps and pantomime. I strive 
to portray the man as he is, with all his foibles, fancies 
and eccentricities. When these are so clear that the audience 
recognizes them, I make him tell his own story. 

“Being a comic dancer,” Mr. Bolger continued, “is a seri- 
ous matter. Like the stage comedian, he must play straight, 
never be too formal or overstylized. I can’t be a clown or 
a buffoon. And even my facial expression must be honest, 
not a grimace. I must show what the character is thinking.” 

Mr. Bolger believes firmly in formal dance training. “The 
more you study technique,” he declared, “the more you 
add to your dancing. In order to satirize a ballet or any 
other step, you should be able first to do any step properly. 
Many comic dancers don’t progress because they don’t study 
deeply.” 

Among the new comic dancers who are coming into 
prominence is Iva Kitchell. Low comedy is her forte, her 
burlesques of chorus girls and ballerinas being uproarious. 
She gains some of her effects by courageously emphasizing 
her physical imperfections. Because her figure is plump 
and her legs stout, she intensifies her weight so that she 
looks squat and heavy. Her first entrance, as a result, causes 
an immediate laugh; and when she attempts graceful leaps 
and lissome steps, her own body seems to pull her down. 
Cleverly, too, Iva uses a single prop — a couple of in- 
congruous flowers on a stem which is planted in the middle 
of the stage. Around this she poses, sniffs imaginary per- 
fume, and simpers fantastically, a runaway from a Botticelli 
painting. 

In discussing her numbers, Miss Kitchell states that she 
works on a dance until she knows what she will do on 
every sixteenth note of the music. Then, after perfecting 
the technique, she strives to forget the whole structure in 
order to create the effect of extemporaneous creation. 

As a matter of fact, though balletomanes may blind their 
eyes to the truth, ballet is a highly artificial concept. It 
belongs to an idealistic world where human figures are 
statuesque and grace predominates, where earthly emotions 
and desires give way to sidereal perfection. Nevertheless, 
ballet dancing is only one step away from absurdity. 

Mata and Hari encompass this step expertly. They know 
every pose and cliche of the divertissement arena. Skillful 
technicians, they perform intricate technical feats while 
spoofing. Their burlesque of Swan Lake is one of the fun- 
niest dances of this generation. Their facial expression and 
pantomime also add much to their humor, a humor that 
has scope and variety. Furthermore they are, perhaps, the 
most fluent of all risibility dancers in their descriptions 
of procedure, training and objective. 

“We don’t set out to be funny,” said Mata. “We plan our 
numbers first as entertainment, anticipating that some mo- 


: 
4 
| 
ed 
a 
| 
=; 
=. 
“ts } 
, 
| 
q | 4 
| 
: 
if 


ments have comic possibilities. We strive also to emphasize 
the humor of weakness in relation to our experience in the 
arts, in ballet and in night clubs. 

“We rely on our memories: the behavior of people at 
night clubs, how they ignore the entertainers, yet applaud 
violently; the forced bows at Carnegie Hall functions; 
acrobat’s ceremonial in wiping his hands; and the superior 
manners of Hindu fakirs. 

“Sometimes we work a year on a number, shaping and 
editing as the pattern developes. We build our dances for 
the enjoyment of the audience. And it is the audience which 
often develops the laughs by creating a reciprocal relation, 
sensing the humor before we do.” 

Mata and Hari were originally members of the Trudi 
Schoop group. Miss Schoop, who is returning to this country 
after an absence of eight years, is sometimes billed as the 
Charlie Chaplin of the dance. She achieves her comic ef- 
fects largely through pantomime. Hers is a miniature tech- 
nique, developed on the small stage of European night club 
and cabaret. 

Noteworthy also are Harrison and Fisher whose burlesque 
divertissements in the Would-Be Gentleman were uproari- 
ous. They began in classic style, superbly dressed with wigs 
and brocades. Dexterous and graceful, they curtsied and 
glided. Then suddenly, they burst out into a long series of 
wild manoeuvers, acrobatic feats and preposterous poses, 
a laughter debauch. 

Representative of the same type of humor was the for- 
gotten dancer named Edna Covey. She appeared doing the 
Swan Song, started her number in the formal Pavlova man- 
ner and then stubbing her toes in the midst of a pianissimo 
passage. The laughter that followed filled the auditorium 
and continued to do so, season after season, in formal 
theatre and stage show, until Miss Covey retired suddenly, 
never, alas, so far as we know, to appear again. 

Certain dancers who have gained attention for their 
comedy numbers in Broadway productions are developing 
into specialists, perhaps even stars. First in this group is 
Joan McCracken who scored droll hits in Oklahoma! and 
Bloomer Girl, was given greater opportunities in Billion 
Dollar Baby, and repeated her success, revealing new 
abilities. Her demeanor is usually calm and detached and 
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Dwight Godwin — Windmann 


Left: Mata and Hari burlesque oriental mannerisms in their “Hindu Fakirs dance. Center: Danny Kaye's prancing on the screen points the way to a new 
development in comedy dancing. Right: Iva Kitchell, who does takeoffs on all forms of dance, exaggerates ballet technique in her “Sonatina Rococo . 


she dances as if the right leg doesn’t know what the left 
is doing. Her sense of comedy is certain. 

Avon Long, who did brilliant work in Porgy and Bess 
and is now in Beggar's Holiday, has an expansive type of 
expression, combining the technical skill of Bill Robinson 
with richer humor, pantomime and abrupt changes of 
routine that are as surprising as they are funny. Another 
young dancer, Betty Garrett, presented one of the funniest 
dances of recent years in her satirical consideration of 
the below-the-border dance craze in Call Me Mister. Note- 
worthy among fugitive bits of comedy dancing is Agnes 
de Mille’s bawdy deportment in Judgment of Paris and 
Ethel Merman’s Indian dance in Annie Get Your Gun. 

Though Sheila Bond and Danny Daniels don’t come un- 
der the listing of comic dancers, they present a serio-comic 
number in Street Scene which is sensational. Their volcanic 
energy, grotesque stepping, extravagant postures and over- 
lapping suggestion of laughter and tears, furnish a star- 
tling new experience in the theatre. 

Some of the finest comedy dancing flourishes in the ice 
shows. Here skill, which makes the heart stop beating. 
produces also the old-fashioned belly laugh. Here come- 
dians on skates dance with a grace that fits a drawing room. 
Their acrobatic feats are amazing, their humor copious. 
Chief among the peers of ice skating artists are Freddy 
Trenkler and Frick and Frack. They never fail to amuse. 

A new medium for the development of comic dancers 
is the screen, with only a limited number of performers 
registering importantly thus far. Prominent among these 
few is Vera Ellen, whose abilities the theatre habitues were 
quick to recognize and who recently won more followers 
in the motion picture Three Little Cirls in Blue. 

Speaking of futurities, Danny Kaye may be the artist 
who will develop the seemingly endless, but as yet un- 
realized possibilities of the cinema. It would be pleasant, 
indeed, if he could transfer to the screen the winning pat- 
tern that he employs in night clubs, because, for him, the 
dance floor is a limitless arena over which he prances 
deliriously, a mocking, abandoned jester. The wide areas 
of the screen should inspire him to pioneer accomplishment. 

Surely the screen must eventually increase the race of 
risibility dancers! 


DANCE 


. 
4 7 
A 
A 


MARCH, 


1947 


by EZRA GOODMAN 


HREE leading dancers and choreographers. Michael Kidd, Anna 

Sokolow and Valerie Bettis, are currently represented on the 

Broadway musical stage with Finian’s Rainbow, Street Scene and 
Beggars Holiday respectively. Their opinions on the subject of the 
welding of musical comedy and ballet and modern technique are in- 
teresting as the expressions of craftsmen both in the concert and 
Broadway field. 

Michael Kidd, whose dances for Finian’s Rainbow have been ac- 
claimed as one of the most distinctive features of that show, is an 
exponent of the integration of dancing and drama in the theatre. He 
believes that a musical should never be stopped dead in its tracks for 
a dance production number, but that the dance should flow out of the 
dramatic continuity and further it. 

“Finian’s Rainbow,” says Kidd, “had no apparent places for dancing. 
In order for the dances not to obtrude, | tried to remove the distinction 
hetween the singers and dancers by mixing the two groups. It was a 
dificult task to get the singers to move and to achieve naturalness and 


dance directors of leading musicals 
discuss footlight theory and technique 


Portraits: Isolde Chapin 


Left: Michael Kidd discusses his latest choreographic venture, the dances for the 
new Broadway musical hit, "Finian's Rainbow". Below: Dance sequence from the show. 
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spontaneity. in this fashion, we were able to lead from a song into 
a dance without the audience becoming conscious of any dance prep- 
arations. A gradual stylization in the movements of the singers blended 
into a full-fledged dance number with ease. I also handled all exits 
and entrances of groups of people in the dramatic continuity, and this 
made for a choreographic feeling throughout the show.” 

Finian’s Rainbow is Kidd’s first Broadway musical. He is chiefly 
known as a ballet dancer and for his On Stage for the Ballet Theatre. 
On Stage, as many critics pointed out, has musical comedy and vaude- 
ville elements in it.*The dancing in Finian’s Rainbow, however, avoids 
recognizable ballet movements. It is a blend of folk and modern 
elements, with occasional use of an arabesque turn or pirouette to 
emphasize or differentiate character or incident. Kidd is of the opinion 
that dance must express human beings in relation to one another, not 
just design and movement. “They must be people dancing, not just 
dancers dancing,” he says. “Movement, as such, is never adequate. 
The type of dancing in Finian’s Rainbow had to befit the occupation 
and economic and social condition of the sharecroppers and other 
characters in the show. That is why stylized ballet movements were 
ruled out. But I did utilize the facility and quickness of ballet in the 
dancing.” 

Anna Sokolow’s dances for the musical version of Elmer Rice’s 
Street Scene, although on the casual and incidental side, impress the 
spectator with their warmth and honesty. Miss Sokolow herself impres- 
ses the interviewer with those characteristics. Street Scene is Miss Soko- 
low’s first venture outside of the concert stage and it adds appreciably 
to the effectiveness of the show with its feeling for urban sensuality 
and jazz movement. 

Stage regulations prevent children dancing in the theatre, and so 
in the numbers where the slum children dance, such as “Catch Me If 
You Can”, Miss Sokolow mixed her dancers in with the youngsters. 
She had to control the natural movements of the children and to 
keep her trained dancers in line with the movements of the group. The 
electric jive dance with Sheila Bond and Danny Daniels, “Moon Faced 
and Starry Eyed”, has a jitterbug basis, but arises out of valid char- 
acterization and grows into a wild sensuous thing. It is precisely the 
sort of dance a couple of neighborhood kids might do in the street 
on a hot night after a few drinks, and it stops the show regularly with 
its uninhibited excitement. 

Miss Sokolow’s choreography in the past has reflected her preoc- 
cupation with expressing the mood and tempo of the big city. Case 


Bob Golby 


Below: Anna Sokolow 


modern dance choreography, staged a 


sensuous jitterbug num and a 


children's sequence, 
the musical version of 


below for 
“Street Scene”. 
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Below: Modern dancer Valerie Bettis 
did the dances for "Beggar's Holiday”, 
based on the famous “Beggar's 
Opera". Below right: One sequence, 
featuring Paul Godkin, Marjorie Belle. 
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History in 1940 was a dramatic dance about juvenile delinquents. 
Mama Beautiful in 1942 was about a kid from the East Side who 
has never seen a_ butterfly. Like Kidd, Miss Sokolow believes that 
dancing should be integrated with the book of a show and should 
arise out of the action of the play. And like Kidd, she staged not only 
the dance numbers, but also the song sequences, thereby being able to 
make gradual transitions between the drama and the dancing. 

Miss Sokolow is of the opinion that the Broadway musical can 
never hope to rival the concert stage in creativeness. She thinks that 
the modern dance, in undiluted concert form, could capture a Broadway 
audience if presented by an enterprising impresario. Of both concert 
and musical comedy dancing, Miss Sokolow demands that the audience 
derive an emotional response from it. “I like to dance about people,” 
she says, “how they feel, what happens to them.” That is an admirable 
standard, on or off Broadway. 


Valerie Bettis had a difficult assignment in Beggar’s Holiday because 
of the production vicissitudes the show experienced before reaching 
Broadway. Although she is listed as dance director, her responsibility 
for the show went much further than that, for she staged the opening 
and closing of all musical numbers in order to integrate the song-and- 
dance sequences with the dramatic line. Miss Bettis believes that the 
staging of a musical comedy ultimately evolves into a choreographer’s 
problem. In Beggar’s Holiday, the dancers in the show were given 
lines to speak in the interest of dramatic cohesion. Miss Bettis also 
handled all general group movements in the musical. 

Miss Bettis contends that unless the choreographer is given com- 
mensurate authority and responsibility in a musical such as Agnes de 
Mille has in Brigadoon, many of his or her efforts are fruitless. In 
addition to her Broadway musical comedy work this season, Miss 
Bettis is currently represented with a ballet, Virginia Sampler, in the 
Ballet Russe de Monte Carlo repertoire. She believes that modern 
dance, which has been her specialty to date, and ballet have much to 
contribute to each other. Miss Bettis prefers to keep her modern work 
as a dancer-choreographer intact in concert form, but she would 
also like to choreograph for a big company as she did for the Ballet 
Russe. In the musical comedy realm, she finds a lack of integration 
between the book and dancing of a show. “The dance never belongs — 
you have to make it belong,” she says. “Very few writers know how 
to write for dance. Musical comedy is a great medium in terms of 
audience appeal. That is what ballet and modern need too — a gen- 
eral audience.” 
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Russell Markert 
trains Radio City’s 
famous chorus 

for anew number 


HE precision footwork of the 
Rockettes and the widespread fame 
of Radio City Music Hall’s 
stage shows are closely linked. During 
a single year, the chorus line of 
the world’s largest indoor theatre is seen 
and applauded by more than six million 
people. Under the direction of Russell ; 
Markert, the troupe is trained and rehearsed for 
new productions, but the uniformity 
and exactness of the stepping 
never varies. The Rockettes range in height 
from five feet three at the ends of 
the line to five feet six in the middle, 
which gives the audience an optical 
illusion that they are all the same size. 
Although only thirty-six girls appear on 
the stage at one time, actually there 
are forty-six Rockettes, ten dancers 
alternately taking a week’s vacation. Markert 
has directed precision dancing since 1925, 
and has been creating routines for the 
Rockettes since the Music Hall opened in 1932. 


Photos: Cosmo-Sileu 


Above left: Markert starts to develop a new routine as soon as the unite is set. 
Center left: Under the critical eye of Markert and their captain, the Rockettes 
learn the dance. Below, left: Costumes are an important ingredient of the lavish shows. 


Opposite page, above: The girls have final rehearsals to the premiere of the new 
show. Opposite page, below: The finished dance is di largest stege. 
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Famous member of famous family, Rita Hayworth on set of “Down to Earth”. 


FICIONADOS of luscious Rita Hayworth 


may be interested to learn that Rita her- 

self is an aficionada in the legitimate sense 
or as legitimate as a passion for the gore and 
excitement of the bullfight can ever seem to a 
North American. It’s her Spanish blood. 

Like Esther Williams, another unlikely torea- 
dor, Miss Hayworth has recently been taking 
lessons in the art of the sword and cape. An 
expert named Fernando Lopez has been coming 


by PHILIP K. SCHEUER 


Rita Hayworth plays 
a glamorous 

goddess on leave 
from Olympia 

in her latest picture 


up from Mexico City to Hollywood expressly to 
instruct her. While she and her husband Orson 
Welles, in whom a taste for strong red meat 
is less cause for eyebrow-raising, were in Mexico 
shooting The Lady from Shanghai last year, it 
was their invariable custom to fly each Sunday 
from Acapulco to the capital in order to toss 
their hats, and whatever other objects were 
handy, into the ring. 

Miss Hayworth can offer no practical excuse 
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for her preoccupation with the sport. It is un- 
related to her erstwhile siren role in Blood and 
Sand, and she certainly doesn’t anticipate em- 
bracing it as a profession. “People either love it 
or they hate it,” she explains, and, falling back 
on a woman’s prerogative, “I love it.” Just 
put the blame on Mame, boys. 

The training, of course, hasn’t hurt her as a 
dancer. Rita expects to go right on dancing in the 
cinema, although she would prefere to limit 
her appearance in musicals to one every eighteen 
months or two years. Her latest is Down to 
Earth, dance-staged by Jack Cole, in which she 
personifies Terpsichore taking a sabbatical from 
Olympus tb terra firma in order to bring a little 
Greek decorum to Broadway. 

“That is one musical on a different level from 
the ordinary,” she says, “one that gave me a 
chance to do everything from ballet to boogie- 
woogie.” 

In Gilda, her preceding vehicle, Rita did a 
little dancing, but mostly as a teaser for Glenn 
Ford, her leading man, to say nothing of the lads 
out front. Gilda was, of course, one of those fatal 
femmes who are currently crowding respectable 
biddies off the screen, but the role was only a 
warm-up for the one she bites off in Lady from 
Shanghai. 

As Elsa Bannister, Rita is cast as the wife of an 
old misanthrope who, apparently with reason, 
suspects her of infidelity. His main purpose in 
arranging a yachting cruise to southern waters 
is, in fact, to catch the lady in a compromising 
position. As it turns out, Orson himself, playing 
an open-hearted but not-too-bright Irish sailor 
boy, is the patsy. Says he, speaking imperson- 
ally as writer-director-producer, “They're all 
dreadful people.” All, at any rate, except the 
sailor boy. 

Glenn Anders, an infrequent exursionist from 
Manhattan, is also in the company, which tra- 
veled to San Francisco as well as Mexico in 
pursuit of authentic locations. Production wound 
up back in Hollywood, but wonderman Welles 
was so sold on natural backgrounds by then 
that he announced he intends to make a regular 
thing of getting out and filming life in its native 
haunts, even if he has to do it with a sixteen-mil- 
limeter camera. Presumably he will sometime 
again be accompanied by his wife and leading 
lady, now that the rift between them has been 
patched up. 

“Working in a straight story is so simple com- 
pared with a musical,” Rita declared, “that I 


dread the thought of ever having to do another. © 


Counting rehearsal time, we spent nine months 
on Down to Earth.” She added that director 
Welles often addressed her as “mama” and, 
although he was “strict” with her, “stricter, 
really, than with the other players because | 
am his wife,” she wouldn’t have traded the ex- 
perience for anything. 
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While the troupe was shooting at Acapulco, 
incidentally, Rita made an unscheduled good- 
neighbor gesture. For a Mexican firm, Norman 
Foster, an old friend, was directing a comedy 
in which a sailor wanders along the beach seek- 
ing a lost mermaid. Instead, he encounters Miss 
Hayworth sunning herself on a rock. “Looking 
for me?” she asks sweetly, in English. 

Not having had a vacation from the cameras 
in two years, Rita was looking forward to one 
upon completion of Lady from Shanghai. For 
that picture she dyed her hair blonde. cutting it 


short and wearing it in an upswing with a part 
on the left, or in what the studio publicity boys 
are calling a “cinema swirl.” 

Her hair has been red in her last few movies, 
but there was a time when it was black, its 
natural color. That was when Rita was still Mar- 
garita Cansino, a plump, dark-eyed daughter 
of the famous Cansino clan. She didn’t, as is 
commonly believed, dance with her father Edu- 
ardo in vaudeville, although she went along 
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with him on tours through the States and Canada 
at the tender ages of four, five and six. “I had 
an aunt to look after me,” she relates, “but she 
couldn’t keep the theatre from getting into my 
blood. I practically lived backstage, and show 
business was all I saw or heard.” She did 
dance later with papa Eduardo in Tijuana and 
Agua Caliente; just below the California bor- 
der. It was only a matter of time before she had 
crossed the line into Hollywood for keeps. 


As Rita Cansino she was kept busy in minor 
parts at Fox, Columbia and in Westerns. No 
dancing. When Howard Hawks and Columbia 
got around to giving her her first big dramatic 
role, in Only Angels Have Wings, she had pre- 
pared for the break to the extent of changing 
her name to Hayworth, derived from an Irish- 
English mother. In Angels she played the wife 
of Richard Barthelmess, on the make for an 
old friend, Cary Grant, an augury of the Dona 
Sols, Gildas and Elsas to come. 

“So you see, I was really an actress before 
I was a dancer, at least to the movie-going pub- 
lic,” she exclaims. “When My Gal Sal and Cover 
Girl did come along I was glad to do them. I 
had lost the fear that, once I danced in a musi- 
cal, I would be kept in them forever. 


“Dancing ‘is my natural heritage and I have 
always loved it. But I have also aways hated 
to practice. When I was younger I used to study 
ballet, Spanish and tap dancing for four and 
five hours a day, and it was no cinch, especially 
having a father who was so very strict. It was 
hard and tedious work and there were many 
times when I didn’t think I could go on. But I 
did and, of course, as it turned out, the effort 
was worth it. 

“Every girl who wants to dance should start 
training when she is young. I don’t mean at 
four, as I did, but while she is still ambitious 
and able to ‘take it.’ Nor is dancing alone 
enough, today. If she really wants to succeed she 
must broaden her background to include drama, 
music, everything.” 

In Rita’s case the “everything” probably 
encompassed radio, newspaper columning, poli- 
tics and world affairs, but not every girl can 
afford a Welles as teacher. 


Above: As the Goddess of the dance, Rita Hayworth takes 
a fling at classic Greek ballet with Larry Parks and Marc 
Platt, but the box office demands jazz. Center: Miss Hay- 
worth and ensemble in a modern New York dance sequence. 


Below: Hayworth and partner Platt essay serious ballet. 
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FOR THE 
DEATH 
OF A 


AMENT FOR IGNACIO SANCHES MeE- 
L j1as, the Spanish title of Lorca’s 
great elegy on the death of a 


_ bullfighter, is the basis for a powerful 


dance drama by Doris Humphrey, 
leading modern choreographer, for the 
outstanding modern dancer, Jose Limon. 
It was given its first performance on 
Broadway at the Belasco Theatre in 
January, and is now part of the reper- 
toire of Limon’s Company, of which 
Miss Humphrey is artistic director. 
Lament for Ignacio Sanches Mejias is 
probably the master work of Frederico 
Garcia Lorca, the foremost modern 


Doris Humphrey 


choreographs Lorea’s 


famous poem 
in a dance drama 
for Jose Limon 


‘Already the bull is bellowing in his forehead 
at five in the afternoon .. . 

The rest was death and death alone 

at five in the afternoon. 


(Quotations from the English translation by A. 
L. Lloyd, courtesy Oxford University Press.) 
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Left above: ‘Up the stairs went Ignacie 
with all his death upon his shoulders." 


Left below: "His eyes did not close 


when he saw the horns near." 


Spanish poet who was killed by the 
fascists in the Civil War. Miss Hum- 
phrey, Limon and composer Norman 
Lloyd have matched Lorca’s impassion- 
ed poem with their choreographic 
contribution, resulting in a distinguished 
work which is easily the equal of any 
footlight effort of the past year. 

In translating Lament for Ignacio 
Sanches Mejias to the dance stage, Miss 
Humphrey did not use a literal approach. 
With an over-all conception of the poem, 
she drew neither upon the specific move- 
ments of bullfighting nor upon realistic 
representation. The figures of a Woman 
and of Destiny, portrayed by Meg 
Mundy and Letitia Ide respectively, 
speak Lorca’s words and comment upon 
the action. The lines of the poem sug- 
gested certain movements to Miss Hum- 
phrey, and these were then executed 
and often elaborated upon by Limon. 
Lament for Ignacio Sanches Mejias is 
Miss Humphrey’s first choreographic 
creation since /nquest in 1944, and it 
carries her work to an even higher level 
of accomplishment. E. G. 


Photos: Carmen Schiavone 


Right above: “There was no prince in Seville 
who could compare to him." 


Right below: “He looked for daybreak 
but there was no daybreak.” 
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Critic suggests that leading modern 
dancers and choreographers combine 
in a single company which could plan 
extensive tours and would have greater 
audience appeal. Opposite page, left 
to right: Such a company might in- 
clude Ted Shawn, Martha Graham, 
Charles Weidman, Helen Tamiris, 
Hanya Holm, Doris Humphrey, Barton 
Mumaw. Above: Merce Cunningham. 
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offering a solution 

for the economic 
hardships which 
confront the 

modern dance profession 


by WALTER TERRY 


oR the final week of activities at the Jacob’s Pillow Dance Festival 

and School, the director announced that al! students were free to 

attend (or skip) any classes they desired. The skipping occurred— 
directly into the ballet class, and other forms of dance were almost 
deserted. In the majority of cases, economics, rather than artistic 
leanings, was the deciding factor, for the students knew full well that 
mastery of ballet could lead to a job but that mastery of modern dance, 
fer example, would lead no one knew where. Naturally, the technique 
of ballet had its ardent followers among the members of the student 
body, but modern dance and Hindu dance had their followers also. 
Several of the “moderns” who rushed to the ballet said, “We prefer 
modern dance, but we have to earn a living and dance jobs are ballet 
jobs.” 

True, the American Guild of Modern Artists requires that danc- 
ers in modern groups as well as in ballet companies be paid a weekly 
minimum wage of seventy-two dollars on the road, sixty-two dollars 
in New York, a thirty-five dollar minimum pay per week for the first 
five weeks of rehearsal and one-half pay thereafter for further rehearsal 
time; but if a modern dance tour is short, and they always are, the 
company member finds little in the way of year round security, and 
the head of a modern dance group has still greater expenses added to 
his already unbearable load. AGMA has helped the young dancer 
enormously, but has, of course, been able to do nothing for the eco- 
nomic problems of modern dance itself. A glance at the dance field 
bears out the opinion of young dancers that ballet is the technique 
which can be sold. There are potential jobs for the ballet dancer in 
those major ballet organizations which are active (and pay union 
salaries) for the greater part of the year and in the many Broadway 
shows which continue to feature ballet episodes. There are small ballet 
units which crop up from time to time and afford the young ballet 
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Martha Graham, dancing “Appalachian Spring", heads a successful modern dance company. 


dancer work, experience and pay for 
several months of the year. 

But where can the modern dancer go? 
Even one who is exceptionally skilled? 
A reasonably good ballet dancer can 
usually get a dancing job, but a bril- 
liant modern dancer is almost doomed 
before he begins. By teaching, he can 
make enough money to pay for a few 
performances each season, but he can- 
not afford a company (few solo dancers 
are successful), he cannot afford to 
stage his works as they should be done, 
he cannot afford an orchestra and he 
cannot afford promotion. As difficult 
as it is for him to act independently of 
dance organizations, what dance organi- 
zation could he join if he desired? 


Martha Graham and Charles Weidman 
have dance companies, the only “name” 
professional modern dance groups in the 
country, but they cannot guarantee a 
year- round job to the dancer, nor even 
a half-year job. The stars themselves 
are forced to teach in order to keep 
themselves going. A young modern with 
a particularly vivid personality or a 
knowledge of ballet can occasionally 
win a featured spot in a musical show, 
but the ballet dancer, because he repre- 
sents an established, publicized and 
currently popular version of dance, has 
the inner track in the race for dance 
jobs. 

It is obvious that something must be 
done about the economic hurdles of the 
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dance profession. Currently, the major 
ballet organizations are subsidized, but 
how long will “angels” put money in- 
to a venture which, apparently, cannot 
make money? I have been told that the 
Ballet Russe de Monte Carlo struggled 
along for a few seasons without subsidy, 
but everything — size of company, num- 
ber of stars, new productions, etc. — 
had to be reduced. Ballet, if it is to 
maintain the standards of artistic excel- 
lence and spectacular effects which 
audiences have come to expect from it, 
will probably never be able to pay its 
own way. As I have pointed out, modern 
dance has never made money away from 
the educational dance field. The Hindu 
dance exponent, even the Spanish dancer 
and others of the non-balletic schools 
may consider themselves without income 
unless they can swing or effectively dis- 
tort their techniques in such a manner 
that they can serve, for a time, as night 
club novelties. 


Talks with dancers, particularly with 
those not associated with ballet, disclose 
great differences of opinion with re- 
spect to what should be done to better 
the economic status of the dancer. Some 
would look for the inauguration of a 
national theater project, the establish- 
ment of government-endowed dance 
schools and theaters, while others point 
out that politicians would be the last 
persons in the country to govern the de- 
velopment of the dance art as it should 
be governed. Variations on this theme 
range from national supervision and 
endowment, to state or local subsidy. 
Still others believe that as dance edu- 
cation penetrates the schools of the coun- 
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try, a bigger dance audience will be 
created and that ultimately a national 
dance public will make it possible for 
dance groups to earn sufficient income 
through constant performances. 


It is a disputable point whether the 
dance or any art should be viewed 
as a commercial commodity such as a 
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An Explanation to Our Patrons 


—the Dance Profession 


The age-old process of “passing the buck’’ has received 
added impetus in these days of rising prices. Everyone 
seems to know just who is to blame, but the culprit has taken 
on so many shapes and forms that the poor customer still 
remains confused. We of Capezio know our first respon- 
sibility is to serve you of the dance profession. We feel you 
warrant the facts, plain and simple, on why we, too, have 
been forced to make price readjustments. 


With de-control of prices, we knew that it would be impossible, 
in face of rising costs, to hold our prices at control levels. Yet, we 
held the line and waited two months to see if and where the market 
would stabilize itself. Now, at the end of that time, a period in which 
we have operated at a substantial loss, we are forced to make a price 
adjustment. This adjustment is based not on the present high market, 
but where we hope the market will level off. We hope it stabilizes 
itself so that we can maintain steady prices. , 


Of one thing you may be sure . . . we will never relin- 
quish the quality standards that have made Capezio shoes 
the choice of the world’s greatest dancers. 


Write Dept. D-347 for our new 


Spring Price List and free catalogue 
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139 W. 56th St.. N. Y. C. BALLET SCHOOL COlumbus 5-2520 


TOMAROFF'S INDISPENSABLE DANCE BOOKS 


Te acquire the knowledge given in these books by studio lessons would mean the expenditure 
of hundreds of dollars. Order while they last. 


Bk. 2—Simple & Advanced Tumbling — $ .75 NEW TAP TERMINOLOGY 
Bk. 3—Taps, Musical Comedy, Character 1.50 154 Tap Steps with Sound and Counts. $1.25 
Bk. 5—Arm Movements, Adagio Var. — 1.50 Simplified Dictionary of Dancing 
Bk. 6—Baliet Steps, Combinations 1.50 by Aron Tomaroff 2.50 
Bk. 7—Jumps, Leaps, Turns, Pirouettes. 1.00 Over 600 terms in every type of danc- 
Bk. 8—Toe Steps, Combinations 1.00 ing, giving the pronunciation, defial- 
Entire set of six above books tion, composition, and exec In 
(YOU SAVE $2.00) 5.25 French, English, Russian. 

(Add 20c with order for mailing) 
No C.0O.D.'s. Send cash or Money Order to: 
DANCE + Box T 520 West 34th Street New York 1, N. Y. 
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FRANKLYN OAKLEY, President 


Associated 
| Club No. | 
50! N. Hoover St., Los Angeles 4, Calif. 
Ernest E. Ryan, Pres.; 
Floride Chapter No. 2 
P. O. Box 1312, Eater Florida. 

C. L. Ebsen, Pres.; Marjorie C. Tepsic, Sec. 
South Texas Chapter Ne. 3 

328 W. 33rd, Garden Oak, Houston Texas 

9870 Highland Road, Howell, 


Levlsiena Ass'n of Dancing Teachers, Club No. é 
86 Fontainebleau Drive, New Orleans 18, La. 
Marie S. Laurent, Pres.; Hazel Nuss, Sec. 

Dancing Teachers’ Club of Boston, Club No. 7 
1126 Boylston Street, Boston 15, Mass. 


Lois Pres.: Hazel Boone, Sec. 
Pittsburgh Ch 

150 Morew Ave., E. 13, Pa. 

Jack Bowman, Pres.: Karl Heinrich, 


Margaret &. Ketchum, Sec. 


Virgiline Simmons, Pres.: Jane Muffat, Sec. 


DANCING MASTERS of AMERICA 


'incoRPORATED 


LEROY H. THAYER, Secretary-Treasurer 


1644 Connecticut Avenue, Washington 6, D. C. 
Dancing Teachers of Southern Californie, 


1403 Prospect, Apt. Houston 4, Texas 

Judith T. Sproule, Pies Camille Leng, Sec. 
Dancing Masters of California, Club Ne. 13 

2309 23rd Ave., Oakland 6 Calif. 

Lodena Edgcumbe, Pres.; Altes” Zwillinger, Sec. 
Dancing Masters of North Carolina, Club Ne. 16 

328 Summit Avenue, Anderson, $. C. 

Ellen D. Norwood, Pres.; Frances Hart, Sec. 


Ohio Dancing Teachers’ Association, 
°. 
880 Ravine Drive, Cleveland Heights 12, Ohlo 
LaRue C. Hope, Pres.; Rosette C. See 
Washington Chapter No. 17 
3813 Veazey St.. N.W., Wash 
Mildred Bryan, Pres.; Hazel 
Heart of America Chapter No. If 
Main Street Theatre i Kansas City, Me 
Myldred Lyons, Pres.; Jane Rogers, Sec. 
St. Louls Dancing Teachers’ Association, Club Ne. 2! 
4909 Devonshire Ave., St. Louls 9, Mo 
Minette Buchmann 


bres.; Doris Holtman, Sec 


16, BD. C. 
Sec. 


Chapter No. 25 


206 Lorewood Ave., 175, Del. 
Florence Cowanova, Pres.; Mildred W. Bryan, Sec 


Teachers interested in joining the Dancing Masters of America 
write to national headquarters or to the local club secretary 


MAYO 


Ballet 


603 carnegie hall 


circle 6-9699 


Modern 


Dance of India 
| 


RECITAL 


TOE SHOES 
Pink satin, with re- 
inforced suede toe. 


TAP SHOE 
Black patent leather 
theo tie, flexible soles. 


PROMPT DELIVERY 


/ THEATRICAL 


SHOE CO. 


TIME NEEDS 


PLEATED TOE 


SHORT 
ELK SOLE 


NOTE 
FLEXIBILITY 


BALLET 
Black, or white kid. 


LEOTARDS BAREFOOT SANDAL 
Complete assortment of tights, opera 
age belts and leather, 


WRITE FOR FREE CATALOGUE 


Tan or black suede 
k soles. 
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yo-yo or an electric refrigerator, and 


hence must sell itself to a sometimes ~ 


fickle public, or whether it should be re- 
garded as a natural resource worthy of 
nurturing without monetary returns to 
the nurturer. There is something to be 
said for both views. But as long as dance 
has to support itself in one way or an- 
other, it seems to me that there are three 
preliminary jobs to be done: continue 
the fight to have dance taught in every 
school in the country; establish dance 
councils in every city for the purposes 
of urging public school dance education, 
of offering free lecture-demonstrations, 
of bringing the service of dance to as 
many community activities as possible; 
the banding together of several leading 
dancers into one company. The former 
jobs I have mentioned before in DaNcE 
and they are concerned with the future. 
The third job, which relates to non- 
balletic dancers especially, can be put 
into effect immediately. It is an impor- 
tant one, although difficult, to accom- 
plish. If modern dancers would emulate 
the organizational and production as- 
pects of the big ballet company, I think 
they would achieve success. A company 
of modern dancers headed, perhaps, by 
Martha Graham, Charles Weidman, Va- 
lerie Bettis, Barton Mumaw, Peter Ham- 
ilton, Anna Sokolow and with a rep- 
ertory of theatre works by them and 
by Doris Humphrey, Hanya Holm, He- 
len Tamiris, Ted Shawn, Merce Cunning- 
ham and others would certainly consti- 
tute a theatrical commodity of more 
interest to the public than a fragment 
thereof. I know full well that many of 
the above-named individuals would 
maintain that their approaches are dif- 
ferent and that a single company could 
not dance the works of all. I submit, how- 
ever, that Antony Tudor, Jerome Rob- 
bins, George Balanchine, Anton Dolin 
have all choreographed for the same 
company; certainly their styles are as 
distinct as those of Tamiris and Shawn. 
Such a union is possible, it is artisti- 
cally sound and it is “bookable”. Fur- 
ther, since modern dance does not re- 
quire a symphony orchestra (a smal! 
ensemble will do) nor elaborate set- 
tings, such a union might not need the 
continued subsidy which ballet requires. 
Certainly, such a union is worth a try; 
no dancer could lose by it for little has 
been earned to be lost and the young 
modern dancer, with small hope at pre- 
sent, might find in it a faint beacon of 
promising light to guide him by. 
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CHILDREN’S BALLET COMPANY 
Classes Dally 
Ballet @ Tee eo Character @ Spanish 
Steinway Hall—ii3 W. 57th St.—Ci 63846 


DUVAL 


BALLET THEATRE 


Title reg. 
SCHOOL 
CHILDREN & ADULTS 
INFORMATION SENT UPON 
REQUEST 
117 W. 54th St. N. Y.C. Circle 5-9332 


DUNHAM SCHOOL 
of DANCE & THEATRE 
Katherine Dunham, director 
SPRING TERM STARTS MARCH 31. 
COMPLETE DANCE & DRAMA COURSES 


REGISTER DAILY 


G.|. APPROVED 
Dorathi Bock Pierre, Ad. Dir. 
220 W. 43rd St. 6. S LO 5-756! 


TATIANA CHAMIE 


From Ballet Russe de Monte Carlo, formerly 
Ballet Mester of Monte Carlo Opera 


School of Ballet 
LESSONS DAILY 


SPECIAL TRAINING for dancers in 
the. repertoire of Russian Ballets 
200 W. 57th St., N.Y.C. Circle 7-1662 


“ACROBATICS” 


Specialized Training 
Appointment Only 


JOE PRICE cos 


1687 Broadway Suite 302 N. Y. C. 


SWOBODA-YURIEVA 


SCHOOL OF BALLET 


50 West S7th St. New York Cl 85-8198 


BALLET ACADEMY 


For Perfection in Ballet 


Classic Russian methods 
teught to all age groupe 
by @ professional faculty 


76-120 QUEENS BLVD + FOREST HILLS, 
HAVEMEYVER 3-4522 
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THE UNFINISHED DANCE 


The screen's latest ballet story, MGM's “The Unfinished Dance", 
stars Margaret O'Brien and Cyd Charisse, who share honors in a 
spectacular ballet number, above. Below: Tardy ballerina Cyd 
Charisse is reprimanded by Gregory Gay for being late to rehearsal. 


‘ 
» 
" > 
| 
| 
ill 
: 
4 
| 
ot, 
29 


Barry 


ANCE teams have made successful contributions 
to Broadway musicals. Above: Estelle Sloan 
and Walter Long were featured dancer-singers in 

Toplitzky of Notre Dame. Center: Romantic duo in 
Finian’s Rainbow, Anita Alvarez, as the mute girl, and 
David Wayne, as the leprechaun, currently display their 
talents in several comic dances devised by Michael Kidd. 
Below: Sheila Bond and Danny Daniels fling themselves 
into a sensational jitterbug number in Street Scene. 


Vandamm 


Graphic Hous- 


dance teams enliven 


the Broadway scene 
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PARIS 


Roland Petit and the Ballet des 
Champs Elysees have created a new 
ballet, The Washerwomen’s Ball, by 
Boris Kochno, with Vernon Duke music. 
The star dancer is nineteen-year-old 
Daniele Dormance. Formerly of the Bal 
Tabarin, she is a skating star as well 
as a classic and acrobatic dancer .. . 
The Opera-Comique is giving one 
evening a month to the ballet. i 
Etcheverry’s ballet version of Le Bar- 
bier de Seville, named The Useless Pre- 
caution, was danced by Lycette Darson- 
val, Etcheverry, Michel Gevel and 
Michel Payne . . . The Paris Opera has 
revived Jacques Ibert’s ballet, Diane de 
Poitiers, which was originally danced 
by Ida Rubinstein . . . Numerous for- 
mer stars of the Paris Opera have de- 
serted that stage for the Opera of Monte 
Carlo where ballet, under Serge Lifar’s 
direction, is a leading attraction. This 
winter they have presented La Peri, 
Prelude a lApres-midi dun Faune, 
Scheherazade, and Giselle . . . Voli- 
nine, Pavlova’s partner for eighteen 
years, is back in Paris after a trip to 
Copenhagen where he was invited to 
direct the ballet. Most of the corps de 
ballet of the Paris Opera can be seen 
at his school . . . Memorial services 
for Pavlova were held at the Russian 
Church in January on the anniversary 
of her death . . . Genevieve Mallarme, 
granddaughter of the great French poet, 
gave a recital in which she danced The 
Swan Caught in the Ice, taken from a 
poem by Mallarme, to a prelude by 
Bach . . . It is said that Leonid Lifar, 
brother of the dancer, has gone to 
Vienna to meet Vaslav and Romola 
Nijinsky. Nijinsky is to be brought back 
to Paris to head an international aca- 
demy of the dance, which would be 
opened by a gala performance at which 
Lifar would dance. 


HOLLYWOOD 


Next starring assignment for Ann Mil- 
ler at Columbia will be the title role in 
The Petty Girl, large-scale musical to 
be produced by Alfred Bloomingdale... 
Mary Treen, one of the featured sup- 
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DANCE DATELINES 


porting cast of /t’s a Wonderful Life, 
began her career as a dancer, studying 
with the Denishawn School and the Ma- 
rion Morgan Dancers . . . The Old 
Vienna Ballet troupe, now on tour, has 
been signed by George Pal Productions 
to appear in animated Technicolor short 
subjects which will be released through 
Paramount . . . The Katherine Dun- 
ham School of Dance has suggested that 
a short film of Belita’s ice skating se- 
quences, from Monogram’s Suspense, be 
made by the producers for dance edu- 
cation purposes . . . Novelty dance trio, 
Cliff, Artie and Lon Dunhill, have been 
signed for the Warner Brothers’ Techni- 
color musical, My Wild Irish Rose . . . 
Dances for MGM’s Song of the Thin 
Man are under the direction of Jack 
Donahue . . . Walter Lang has staged 
the dances for Betty Grable and Dan 
Daily in Twentieth Century-Fox’s 
Mother Wore Tights. 


NEW YORK 


The revival of Victor Herbert’s Sweet- 
hearts at the Shubert Theatre stars Bob- 
by Clark, who carries the weight of 
the production on his shoulders and car- 
ries it off with his own inimitable style 
to everyone’s satisfaction. The dance 
numbers, which find Mr. Clark shuffling 
as lighty as anyone, were choreographed 
by Theodore Adolphus . . . Bloomer 
Cirl, with Agnes de Mille’s dances, re- 
turned to New York with a short engage- 
ment at the City Center . . . Martha 
Graham and Company appeared at the 
Ziegfeld theatre for a limited run. The 
repertory of fourteen works included 
three new dance dramas, Cave of the 
Heart and Errand Into the Maze, by 
Miss Graham, and Stephen Acrobat, by 
Erick Hawkins . . . The Ballet Russe 
de Monte Carlo opened a six-week 
season at the New York City Center on 
February sixteenth. Valerie Bettis’ new 
ballet, Virginia Sampler, a tableau of 
past American life, was given its pre- 
miere. The score for this work was 
specially composed by Leo Smit. Foster- 
ing the Americanization of the ballet, 
the company presented a program de- 
voted to American choreographers in 


which Todd Bolender’s Comedia Bal- 


SENSATIONAL 
NEW SANDAL 


Only Barney offers this unique 
acrobatic sandal. Designed 
with a built-in purse. Conve- 
nient, safe and comfortable! 
Available in Fawn Suede and 
Sturdy Elk Soles. 


$1.95 per pair 


Sandals without purse 
$1.50 per pair 


BARNEY'S TOE SHIELDS 


Barney Toe Shields have been 
truly the greatest contribution 
to toe dancers, in relieving toe 


strain. Made of one piece 
chemically treated sponge 
rubber. 

$2.50 per pair 


BARNEY'S — Dept. 11M 
247 W. 42nd St. 
New York, N. Y, 


Gentlemen: 
Please send._._pairs of Sandals; send__£_ 
irs of Toe Shields. Also send your new 


947 Folder. 

Enclosed Check, Quis 
Name 
Address 
City 
Zone._£_ State 


SCHOOL OF BALLET 
Faculty: 
Tatiana Piankova — ° Christine Fokine 
Todd Bolender - ® Vitale Fokine 


Guest Teacher: PAUL HAAKON 
Carnegie Hall No. 839 CO. 5-9316 


LOUIS H. CHALIF DANCES 


FRANCES L. CHALIF AMOS L. CHALIF | +... -habie and Useful 


LEON VARKAS PACO CANSINO 
5 Text Books instructive 
EDWARD PETERSON felt anes Becks 


Registered with New York State University SNOWFLAKES 


Est. 41 yrs. Intensive Professional and Complete Ballet, 18 minutes 
Teachers’ Courses — Winter & Summer — Music and Description 


Diploma Awarded. Special — $7.50 


Talented Children, Daily Class. Mail Order Catalogue upen request 


Intensive Professional Course for Stage Careers, EDDIE SINCLAIR 
Special Acrobatic Classes and Private Lessons by Fred C. Freddin 


Chalif School of Dance Steinway Hall 504-508 113 W. 57th St. New York 19, N. Y. 


NATH ALIE BRANITZKA formerly Ballet Russe de Monte Carlo 
Phone PL 3-9752 CLASSES DAILY 
or CO 5-3472 — I16 East 59th St., New York City 


AN SCHOOL OF 


43) RUSSIAN AMERICAN BALLET 


under direction of BORIS and IVAN NOVIKOFF 
METROPOLITAN OPERA HOUSE STUDIO 


Classes Forming for Children, Adults, Beginners and Professionals 


Ballet Character * Adagio interpretive Variations 
1425 Broadway, Entrance Metropolitan Opera — PE 6-2634 or LO 56-0864 


111 Spring St., 


Write Your Dance With Ease and Accuracy — Use D A N Ss Cc © be E 


The Quick, Simple, Modern Way — “To dancers what music paper is to musicians” 
Trial package $1 — Specify Ballet, Interpretative, Tap, or Ballroom Style. 
Send !0c for samples. THE DANSCORE CO., 5617 Hollywood Blvd., Hollywood 28, Calif. 


For Sale: DANCE STUDIO 


| represent the owner of a large and long estab- 

lished studio teaching all types of dancing. It 

is located in Philadelphia, is fully equipped and 

draws from a Metropolitan area of 3,000,000. This 

is a wonderful set-up for the right person. 

| For information please address: 

Joseph H. Resnick, Esquire 

1904 Lincoln Liberty, Bidg. 
Philadelphia 7, Pa. 


Featuring the Only 


NOI-Z-LESS TOE SHOE 


FOR CATALO, 


BEN & SALLY 


DANCE FOOTWEAR 
637 W. 43rd St., N.Y. C. 


School of Dance Arts 
BALLET: TAP-SPANISH- *>CHARACTER 


ARTHUR MAHONEY THALIA MARA TATIANA SEMENOVA 
appROVED G! BILL OF RIGHTS 


C 
ARNEGIE HALL STUDIO 819 CIRCLE 5.8636 


letica, Ruth Page's Frankie and Johnny. 
Agnes de Mille’s Rodeo and the Valerie 
Bettis ballet were danced . . . George 
Balanchine has done the choreography 
for The Chocolate Soldier, a revised 
version of the Oscar Straus operetta. 

Two additions have recently been 
made to the dance library with the pub- 
lication of books by John Martin. 


Vandam'n 


Janice Cioffi offers a ballet divertissement 
in “Sweethearts, which stars Bobby Clark. 


dance critic of the New York Times, 
and George Amberg, curator of the Mu- 
seum of Modern Art’s department of 
theatre arts. The Dance by Martin 
(Tudor Publishing Company, New 
York, $3.75, 160pp.) is a comprehensive 
history of dance from its primitive be- 
ginnings to the contemporary scene of 
ballet, modern and the potentialities of 
televised dance programs. The text in- 
cludes comment on such figures as Fo- 
kine, Pavlova, Nijinsky, Balanchine, 
Massine, Duncan, Wigman, Shawn, St. 
Denis, Graham, Robbins, Tudor, de 
Mille, Weidman, Humphrey, Limon. 
Primus and Bettis. The pictures, which 
are rather inconveniently credited in an 
index at the back of the book, represent 
the work of such outstanding photog: 
raphers as Mili, Valente, Eagle, Blech- 
man, Morgan, Bouchard, Fehl and Pete- 
rich. Amberg’s Art and Modern Bal- 
let (Pantheon Press, New York, $15. 
115pp., 202 plates) ) is comprised of a 
rather turgid introduction, emphasizing 
the number of famous artists of our time 
who have designed sets for the ballet. 
and of ample illustration of the work 
of Picasso, Dali, Chagall, Matisse, Oro- 


zco, Berman and others. The only not- 
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able omissions are the designs of Cecil 
Beaton. 

Moira Shearer of the Sadler’s Wells 
Ballet has been given a leading role in 
the forthcoming J. Arthur Rank Techni- 
color production, Red Shoes. Based on 
the Hans Christian Anderson fairy tale, 
the film will also feature the Sadler's 
Wells Ballet, under the direction of 
Robert Helpmann .. . Lee Sherman, 
who has assisted Gae Foster at the Roxy, 
will direct the dances for the Fourth 
Little Show . . . Pearl Primus was pre- 
sented with the Newspaper Guild's 
“Page One Award” for her interpre- 
tation of Negro culture through the 
dance . . Katherine Dunham and Com- 
pany appeared at La Martinique for a 
two-week engagement during February 
. . Judy Dupuy, editor of The Tele- 
visor, directed a dance drama titled 
Shin-Dig for Two for the Television 
Workshop. 


CHICAGO 
Merriel Abbott has produced her last 


show for the Palmer House’s Empire 
Room. She has staged the shows there, 
featuring the Abbott dancers, for many 
years. The new policy for the hotel room 
has not been announced... Richard Bar- 
stow, who assisted with the productions 
at the Empire Room, has done the 
dances for the musical, Barefoot Boy 
with Cheek . . . Spanish dancer Velma 
Montoya has been featured in the show 
at the Bismarck Hotel . . . Sonja Henie’s 


RWA 


1947 edition of Hollywood Ice Revue, 
staged by Catherine Littlefield, was the 
usual sellout at the Chicago Stadium .. . 
The Copacabana, new night club, has 
opened with a show staged by Wally 
Wanger. Dance acts include the Cerney 
Twins and soloist Marianne . . . Modern 
dancer Sybil Shearer gave her annual 
recital in Mandel Hall at the Univer- 
sity of Chicago . . . The Soda Bar, an 
original ballet about bobby-soxers, was 
presented at television studio WBKD. 
lt was choreographed by Marya Men- 
zeli, who also danced the lead. 
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Let us help you 
again this year with 
your Spring Dance 
Recital problems. 


DANCE FOOTWEAR 
ACCESSORIES 


HEADQUARTERS FOR 


FOOTLIGH 


FAR IRICS 


INSTRUCTOR of the WORLD'S GREAT BALLET DANCERS 
1697 Broadway, N. Y. STUDIO 607 Circle 5-7358 


| 


SCHOOL OF AMERICAN BALLET 


Approved Under the G. I. Bill of Rights. 
Faculty: George Balanchine, Dorothy Bird, Gisella 
Caccialanza, Lew Christensen, Anatole Oboukhoff, Elise 
Reiman, Muriel Stuart, Pierre Vladimiroff. 


637 Madison Avenue New York 22, N. Y. 


Plaza 5-1422 
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NEW PILLOW DIRECTORS 


Thalia Mara and Arthur Mahoney 
to run Jacob’s Pillow Festival 


Isolde Chapin 
Thalis Mara and Arthur Mahoney will replace Ted Shawn as directors of summer dance university. 


RTHUR Mahoney and Thalia Mara have been appointed new directors of 
Jacob’s Pillow University of the Dance at Lee, Mass. Replacing Ted Shawn, 
who founded the summer dance school, Mr. Mahoney and Miss Mara will 

retain many of the features of the educational dance curriculum established in 

previous seasons, but plan to expand the festival programs and to improve housing 
and recreational facilities. The new directors, who have established their own 

School of Dance Arts in New York, are thoroughly acquainted with the Pillow, 

having served as faculty members and guest artists during past seasons. 


The most ambitious innovation of the new directors will be the formation of a 
permanent resident dance company which will be titled Ballet Repertory. Members 
of the company will be selected through competitions among Pillow students, 
and opportunities will be provided for choreographers, composers and designers. 
Planned for the opening of the season is an all-American program which will 
include a new ballet choreographed by Mr. Mahoney, with a score by Earl Wild 
and costumes and decor by Alfred Stern. 


Jacob’s Pillow, originally purchased by Ted Shawn in 1930 and the home of his 
troupe of male dancers, was incorporated as a non-profit organization in 194] 
and supplied with a theatre designed especially for the presentation of dance 
programs. Student enrollment has increased during the past five years and 
additional courses have been offered. Next season, there will be instruction in 
ballet, contemporary modern dance, character, Spanish, Hindu and Oriental 
dance. The curriculum will also include a lecture series covering the entire history 
of the dance and its relation to the other arts. The associated School of Opera and 
Opera Ballet under the direction of Rosamond Chapin will open its second 
season. All operas will be sung in English and there will be special emphasis 
on the integration of dance into operatic productions. 
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DANCES 


Choreographed by 


EDNA LUCILE BAUM 


Send for Catalog 
119 No. Clark St. 


JUST OUT! 


PORT DE BRAS 
A Book of 10 Graded 
Exercises With Music 
for Children’s Classes 


$1.50 


The Art of Terpsichore 


by Maestro Luigi Albertieri 


This famous book, formerly $15.00 now 
offered for a limited time only at 


$5.00 


A. Albertieri 617 West 152nd St. N.Y.C. 31 


“WE'VE DONE IT AGAIN!” 


Your patience is now being reward- 
ed: We now have available to our 
customers and the trade the follow- 


ing items: 

LEOTARDS 
BALLET-TITUS 
DANCE-BELTS [ain Zipper 


For further information write to: 


A. CHATILA & CO. 
1776-S9th St. Brooklyn, N. Y. 


HAWAIIAN DANCES 


Ancient and Modera 
108 East 38th Street N.Y. C. LE 2-404 


MABEL HORSEY'S Studios 


Tap + Toe «+ Ballet « Acrobatic 
Drama «+ Music « Sight Reading 


Piano, Popular & Classics 
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OPERA HOSE 
Elastic Net. Black, Suntan and White. Dance 
Belts, Net Panties and Gras. Grilliant White 
Rhinestones and settings. Metal $ les all 
Sizes and colors. Theatrical hn more and 
other accessories. Free Folder. 
C. GUYETTE 
346 W. 45th St., N.Y. C. (19) Cl 6-4137 
Special Vocal Arranacmenrt 
Sty red Rhythmic Routines 
Rights 
DANCE 


ELSA GREENWOOD 
now selling her novelty numbers 
direct to teachers 
MUSIC and LYRICS 
full of ideas for your dance numbers 
90 Clinton Avenue Newark, N. J. 


Order Your Spring Work Now 


BILLY TRUEHART 


1S YRS. SPECIALIST In MAIL ORDER ROUTINES 
and COMPLETE RECITAL IDEAS 
(Radio's cy Tap Dancer and Teacher of 
Danc Ster ANN MILLER) 
All Types Dances—Free Catalog of 


200 DISTINCTIVE ROUTINES 
Dept. D-2-47—333 N. Madison Ave. 
Hollywood, L. A. 4, Calif. 


Records 


TAP 


Russell 
STYLED FOR THE 
STUDENT'S HOME PRACTICE 


NON-BREAKABLE 
Waltz Clog, Buck, Military and Soft 
Shoe ACCENT on 
Recorded in various tempos for the 
practice of one step or a complete 
one, two or three chorus routine for 
BEGINNERS or ADVANCED students. 


Teacher's discount—write to: 
TED RUSSELL DANCE STUDIO 
75 S. MacMillan Avenue 
Ventura, Calif. 


WETTSTEIN CO. 
440-442 W. 42nd ST. 


Tights 7 NEW YORK CITY 


Leotards @ 
Spangles 
Opera Hose @ 
Dance Belts . 
Rhinestones 
Crowns - Diadems 


EXTRA MONEY 
FOR DANCE TEACHERS 


50% — 150% PROFIT can be yours on 
the following quality items every dancer 
and student must have .. . 
MIRACLE SCREW ON TAP 

For Heel and Toe (8 sizes) 


(No nail on tap can compare) 
SANDALS (Fawn) 
BALLETS (Pleated Toe) 


PINK SATIN TOESHOE (Reinforced Toe) 

BUNNY FUR TOE PADS 

LONDON TAP, LIP and PLAIN § (Ali Sizes) 
Write now for price list. 


FIRESTONE DANCE SUPPLIES 
107 Se. Broadway, Yonkers, N. Y. 
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SHOLLAR 


SCHOOL 
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All dancing does not take place on the musical comedy stage or before 
audiences of braying balletomanes as the customers at Harlem's 
Savoy, above, would be willing to testify. Jiving is a favorite indoor sport. 


NEW YORK’'S FINEST PROFESSIONAL TRAINING -—— 
DAY AND EVENING CLASSES 
CONDUCTED FOR 
TAP * BALLET * TOE * MUSICAL COMEDY 


CHARACTER * ACROBATICS * LIMBERING * SPANISH 


Maul Onder Routines 
For Jeachors and Cut of Jown Students. | 
Latest Descriptive List Sent Upon Request 


Address All Correspondence to: A. CHOMIAK, Business Manager 
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LTHOUGH Johnny Coy looks as tough as a Dead End 

Kid, he can’t shake off what he calls a Bostonian ac- 

cent. In On Stage Everybody, a picture he danced and 

acted in, one of his lines was, “I’ve been there.” Johnny pro- 

nounced it as written. “I’ve bin there,” they corrected 

him. Twenty-two takes later he was still saying been. On 
the twenty-third, he got it. 

Actually he was born and raised in Montreal, but the 

twang is much the same. Both Johnny’s parents were Scotch 
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by PHILIP K. SCHEUER 


and his real name is Ogilvie. At the age of nine his mother 
took in a countrywoman who was “fresh off the boat.” From 
her he learned the Highland fling, with the kitchen linoleum 
as a dance floor. At the age of thirteen, his technique having 
improved willy-nilly, Johnny set out for New York to 
enter a Highland fling competition. He won the champion- 
ship of Canada and the United States, an achievement un- 
dimmed by the fact he had simultaneously to blow his own 
bagpipe accompaniment. 
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Johnny’s decision to be a dancer was thus, of course, 
cinched. But it’s a long time between kiltie flings and, be- 
sides, there’s no living in them. Johnny shifted his attack 
to tap ballet. By periodically renewing his visa he managed 
to pick up the know-how in Manhattan, at the Ernest Carlos’ 
school, dutifully mailing his report cards home so his moth- 
er would see how he was progressing. After eight months 
he figured he was all set. 

He was, for a while. He landed his first professional 
job with funnyman Joe E. Lewis at the Frolics. When the 
Frolics closed, he went on the road for thirty-five dollars 
a week, later rejoining Lewis at the Paradise Restaurant. 
Afterward he toured with Phil Spitalny and his all-girl or- 
shestra, enjoying what many would consider the enviable dis- 
tinction of being the only male in the troupe besides Spi- 
talny. There is no answering gleam in his eye as he tells it, 
though, and he is equally lack-luster about a similar jaunt 
in the co-ed entourage of Ted Lewis. 

His first Broadway show was Keep Off the Grass, with 
Jimmy Durante and Jane Froman. I’m in, he thought, but 
no breaks followed. So, fed up, as he says, Johnny got into 
the war effort early, making precision tools for England in 
1940. He joined the Canadian army as an engineer, but 
was soon retired because of a physical disability. So he 
returned to hoofing. playing around Montreal clubs, until 
Monte Proser. the nightclub mogul, hired him to replace 
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Photos above: Bud Fraker 


Johnny Coy, whose latest screen credits include “Ladies Man" 
and “Variety Girl”, reveals extraordinary elevation in these leaps. 


Canadian Johnny Coy gave up the 
Highland fling for a fling at 
Broadway stage and Hollywood 
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the Berry Brothers in a Copacabana revue on the road. 

After that Johnny made the “Copa” in New York, again 
with Joe E. Lewis. He was drawing $125 a week then. 
Today, less than four years later, Johnny is asking $2500 
to open at Proser’s “Copa” in Hollywood. 

Proser, Mary Martin and Buddy DeSylva. Johnny says 
he’s grateful to all three. Miss Martin saw him in Dancing 
in the Streets at its Boston tryout and wired DeSylva, then 
production head of Paramount, that he was just the boy 
for the jockey in Salty O'Rourke. DeSylva met Johnny at 
Twenty-One, signed him “right there.” 

“When I got there no one wanted me,” he relates. “I sat 
for six months, doing nothing, till Mr. DeSylva insisted 
they give me something to do in Bring on the Girls. It's 
still the biggest, in fact, the only success I’ve had, unless 
you want to count Duffy's Tavern. 

“That’s one reason I’m studying up on acting,” Johnny 
explains. “You can’t just be a dancer and get anywhere on 
the screen. I found that out when I tried to play parts as 
well as dance on loanouts to Universal and Republic in 
things like That’s the Spirit, On Stage Everybody and 
Earl Carroll Sketchbook. 

“The trouble is, I can’t stop using my hands. When you 
dance you use your hands as well as your feet. As soon as 
my hands are tied. | feel that I'm walking around like a 
hoard. Can’t break myself of that ‘You're on. kid. go into 
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WANTED... 


A PROFESSIONAL FEMALE DANCER 


An expert non-professional ballroom dancer 
. . . refined gentleman .. . will finance a 
Dance Studio in Manhattan on a partnership 
basis with a professional lady, well qualified 
to teach refined clientele, and able to take 
complete charge of studio. 


Partner desired should be unencumbered, 
refined and well educated. Petite type, 
not over 5 feet 2 inches in height and 
between 25 and 38 years of age. 


Send photo and complete 
details in reply to: 


Box 66 * DANCE °« 520 W. 34th St. * New York 1 


SHURMAN 


BALLET CHARACTER TAP SPANISH PROFESSIONALS e ADULTS e CHILDREN 


STAFF 
ANNA ISTOMINA SERGEI ISMAILOFF ANNA SCARPOVA 
MARIA TERESA ACUNA RUTH WALTON PHYLIS AVERY 


APPROVED BY G.I. BILL OF RIGHTS 


Write: SUNYA SHURMAN Carnegie Hall No. #3 N.Y.c., 19 Circle 6-5935 


A COMPLETE BOOKLET of all our COSTUME SKETCHES 


36 pages 8'2"x1l” — OVER 300 D 


consisting of 
ALL QUR PREVIOUS SETS OF SKETCHES plus A wew Sev. “SERIES G” sxerones 
PATTERNS AVAILABLE FOR ALL 


for Booklet — 50c 
ty 6c for mailing. 
C.0.D.'s 


FABRICS 
and 
TRIMMINGS 
When in New York, drop in to 
beautiful 


WAGNER'S Inc: 


149 West 48th Street * New York 19, N. Y. 


your routine’ feeling. 

“Nicest thing ever happened to me 
was when Fred Astaire came over from 
his Blue Skies set to our Ladies’ Man 
set and told me to ‘keep up the good 
work.’ He even gave me a step. As far 
as I’m concerned, Fred is the top man.” 

Johnny’s big routine in Ladies’ Man 
was to be an impromptu affair in a hotel 
lobby, a bellhop delivering a telegram. 
That’s all they told him, and the day 
before shooting he still didn’t have the 
routine. The only props he had to work 
with were four couches, a reception desk 
and a table. Johnny pleaded for special 
bouncy springs in the couches and fi- 
nally got them. He bounced all over the 
furniture and for his “twist” ended up 
by practically scaling one of the walls, 

Johnny blames the movies’ Terp 
troubles on too many cooks. 

“When it’s time for the numbers, the 
dance director ought to have full say 
over everything, including camera 
angles. It’s when they all go into a 
huddle and start arguing that the num- 
ber is ruined. It’s safe to bet there’s not 
a dance director in the business who is 
satisfied with what comes out in the 
finished picture. 

“‘What’s more, a dancer should have 
the privilege of going into the cutting 
room and picking out his best takes. 
Low shots, for example, make leaps 
look higher. Regular cutters,” he snor- 
ted, “have a positive knack for picking 
out the wrong ones.” 

In a poll of 1500 professional in- 
structors headed by Arthur Murray. 
Johnny Coy was voted the outstanding 
screen dancer of 1945. His partner in 
Sketchbook was his wife, diminutive 
Dorothy Babbs, who stands ten inches 
shorter than his five-feet-nine. While 
she awaits their first child, Johnny will 
fill in with Variety Girl. He is twenty: 
seven now, with brown hair, blue eyes 
and a manner that is “coy” only in the 
sense that he shrinks from easy famili. 
arity with people. What has sometimes 
been taken for truculence, even belli- 
gerence, on the screen is a reflection 
of this, self-consciousness. 

Johnny’s kilted past has caught up 
with him just once in Hollywood. His 
studio, shooting a short called Highland 
Lassie, had reached an impasse in devis- 
ing routines to go with the skirl of the 
pipes, so Johnny volunteered to supply 
them. Afterward he was offered due 
screen credit, but shrugged it aside. “! 
did it just for the kick,” he says. 
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BALLET CLASSES 
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159 W. 56 St., N.Y.C. CO 5-4070 


THE VALLEY CAMP 


Wolfeboro, New Hampshire June 25 - August 20 


Daily Classes 
DANCE ¢ DRAMA ¢ WATER SPORTS 
MARLISE BOK 


Former Instructor at Schoo! of 


THE BALLET JOOSS 
Address: Etta Johnson-!7 Oak Lane-Richmond, Va. 


SCHOOL OF THE DANCE 
Ballet — Character — Tap 
Information sent upon request 
Suite 500-C 
Fine Arts Bidg., 410 S. Michigan Ave. 
Chicago 5, Ill. Phone: Webster 3772 


GERTRUDE LIPPINCOTT 


ROOKING NOW FOR: 
SOLO CONCERTS 
MASTER CLASSES 
COMEINATION OF CLASSES 
and PROGHAMS 
WRITE: 
252 BEDFORD ST., SE. 


MINNEAPOLIS 14, MINN. 


METROPOLITAN OPERA BALLET 
L 


SCHOO 
Classes in Technique for Children and Adults 
Director: MARGARET CURTIS 


Special Professional Classes 
Ballet Master: EDWARD CATON 


Character Classes: BORIS ROMANOFF 
information: Kathleen Harding 
Metropolitan Opera House 


PERRY-MANSFIELD 


SCHOOL OF THE DANCE 
Steamboat Springs, Colorado 


Harriette Anne Gray Nina Youshkevitch 
Modern Dance Ballet 


DRAMA MUSIC ART 


For information address: Portia M. Mansfield 
216 E. 70th St.. New York 21, N.Y. REgent 4-3562 


NICHOLAS TSOUKALAS 


Master Teacher of 
GREEK CLASSIC BALLET, MODERN. 
CHARACTER and SPANISH DANCING 
New enlarged studios. Open all year. 
11332 Woodward Ave., DETROIT 2. Mich. 


PAUL HAAKON 
SCHOOL OF BALLET 


MORNING and AFTERNOON 
CLASSES by Mr. HAAKON 
Phone For Appointment. 


139 W. 5éth St. CO 5-9379 
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DANCING WITH THE STARS 


Above: The carnival scenes provide some of the lighter moments in MGM's “A 
Woman of My Own", which stars Greer Garson, who dances with newcomer Rich- 
ard Hart. Below: Mickey Rooney and Gloria De Haven imagine themselves a 
Persian prince and princess in a colorful sequence from ‘Summer Holiday’. 
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EDNA LUCILE BAUM 


BOOKS ON DANCE 
DANCE PRINTS 


ORIGINAL DESIGNS 
IN STATIONERY. 


119 No. Clark St. 
Chicago 2, IIl. 
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ORIGINAL ROUTINES 


by mall 
Novelty Tap, Ballet, or Character Dances 
Over !00 graded dances, clearly described 
Send for Dance list 
MERCEDES FITZGERALD 
established since 1920 


Dance, 520 W. 34 St., New York |, N.Y 


Box 236, 


| 


“Barre Exercise Records set of 2 
master un-breakable dises—$10.00 
12 ineh—+14t side printed supple- 
ment send remittance to: 
E. GEERSH 
3200 Coney Island Ave. 
Brooklyn 24, N. Y. 


MME KATHRYN 


ETIENNE 


BALLET SCHOOL 
RAINBOW-ETIENNE STUDIOS 
H1-9848 Hollywood (28) Calif. HE-5633 


KAMIN DANCE BOOKSHOP 


1365—6th Avenue at 55th St., 


DANCE STUDENTS 
buy this Ballet Technique Book 


Contains barre work: 57 ballet steps, with 
French terms — English definitions. Al-o how 
to execute each step, 34 illus. 
PRICE $2.25 plus 20¢ Mailing Cos: 
GLADYS HIGHT SCHOOL OF DANCING 
159 Ne. Michigan Ave. Chicage 1, Hl. 


N.Y.C., Cl 


clearly described routines .. . spectacu- 
iar show pieces ... wee folk dances 
_recitatives ... complete revues. 
lesson outlines. 
catalog for postage 


springfield, 


janet studio 


LOU WILLS 


SCHOOL OF ACROBATICS 


CLASSES DAILY 


Private by Appointment 


(658 Bway, N. Y. 


Room 608 CO §-9782 
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DRESSING ROOM INTERVIEW 


Peter Hamilton discusses need for 
synthesis of drama and the dance 


Marcus Blechma 


Peter Hamilton, featured dancer of the Weidman group, believes in combining drama and the dance. 


ETER Hamitton, featured dancer of the Charles Weidman group, made his 
solo bow in a concert at the Studio Theatre last fall. His dancing and his 
choreography, which ranged from violent athletics in a number like Jesse 
James to shuffling steps in Hollow Men. were received enthusiastically by both 
critids and guillence, and marked him as a versatile artist with a future. 
Hamilton, who was born in Trenton. New Jersey. is the only artist in a family 
which has never wholly accepted the idea of his being a dancer. He was a schoo! 
teacher when he spent a summer at the Perry-Mansfield Camp and discovered 
that his agility in sports like swimming and tennis could easily be turned toward 
the dance. Since that time. he has studied with Charles Weidman. Doris Humphrey 
and today teaches at the Weidman studio. He has danced in 
three shows. Jackpot. which failed on the road: a production of New Moon at 
the City Center; and Sing Out Sweet Land, and has appeared at the Roxy. Hi- 
night club experience included engagements at the Versailles and the Rainbow 


and Jose Limon. 


“The trouble with most dancers.” his recent concert. 


stated Hamilton after 


DANCE 
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“js that they don't do anything except 
dance. They use their feet. but seldom 
their heads. They depend on technique. 
rather than getting an emotional or dra- 
matic value out of movement. 

“In doing T. S. Eliot's Hollow Men, 
for example. | tried to create the mood 
of the poem by discarding all ballet and 
modern training and using only those 
movements or lack of movement which 
seemed appropriate. By shuffling up 
and down a couple of stairs. | wanted 
to give the idea of monotony and end- 
lessness that Eliot has transmitted with 
words. Out of the entire poem. I selee- 
ted only certain lines to speak, lines 
which werent too complex and could 
most easily he integrated with the 
dance. 

“| think it is important to combine 
acting and dancing for both artistic 
The use of words 
can heighten the drama of 


and financial reasons. 
a dance 


the entire Also. dancing alone 
isn t enough for a good job on the stage. 
A dancer, if he's lucky. gets about five 
minutes in a show, but no money and 
no billing. My ambition is to be an 
actor-dancer. | am convinced that a 
synthesis of both arts has most to offer 
the performer — - and the audience.” 
CHAPIN. 


piece. 
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Whe’s Who 


K. Scnever, film ecritie of 
the Los Angeles Times, has written 
for Colliers and other national 
magazines. 

CARMEN SCHIAVONE. who has done 
photography for leading fashion 
magazines, is at present working 
on a book of camera studies of the 
Katherine Dunham troupe. 
BERNARD SOBEL. an authority on 
the theatre, has contributed to 
l'heatre Arts and The Saturday 
Review of Literature. and has pub- 
lished several hooks. 
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FOOTWEAR FOR DANCERS 


ACROBATIC SANDALS 
TAP SHOES «+ TOE SHOES 
BALLET SHOES +» ACCESSORIES 


167 WEST 46th STREET, NEW YORK, N. Y. BRyant 9-4259 


ARTHUR 


SCHOOL OF TAP DANCING 


Beginning — Advanced — Professional 


Special Material for Dancing Teachers 


Write for catalogue 
of new Routines 


ARTHUR PRINCE STUDIO — 855 S. La Brea — Los Angeles 36 


— 


JEAN YAZVINSKY 


Former Regisseur-General of the Ballet Russe de Monte Carlo 
Artist of Diaghileff Russian Ballet 
and Anna Pavlova Company. 


SCHOOL OF BALLET 


121 West 54th Street, New York 
Telephone Plaza 9-7253 


Classes for Children, Adults, Beginners. 
Advanced Special Classes for Professionals. 
Private Lessons 
Register Daily from 10:00 A.M. to 3:00 P.M. 


OLGA TARASSOVA 


SCHOOL BALLET 


Professionals — — Intermediate 


Personal Attention to Children's Classes 
Write fer Breehure “D” 


141 W. 54th St., New York 19, N. Y. 


Circle 5-7672 
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COMING ..... IN THE APRIL 


“NIGHT CLUB ENTERTAINERS" 


Hlustrated roundup of dancers on the 


bistro beat. 


a paragraph or two on 
dance and democracy 


There is a notable (?) omission in this issue — namely the 
absence of a review or other comment upon the recent 
programs of Ballet Society, the new Lincoln Kirstein-George 
Balanchine group dedicated to the use of “advance-guard 
ideas, methods and materials.’ The press was not invited 
to view the Ballet Society production because, according 
to Mr. Kirstein, Ballet Society can not afford to give away 


seats to reviewers. The recent Ballet Society productions were 
put on at the Central High School of Needle Trades and 
at the Hunter College Playhouse, both sizeable auditoriums, 
and the denial of press courtesies seems all the more peculiar fF 
in view of the fact that there are only four full-fledged ff 
dance reviewers on daily newspapers, with perhaps half ff 
a dozen others on periodicals. 

However, the point of this piece is not so much to protest 
the denial of press coverage for several Ballet Society pre 
entations as to point out the dangers implicit in such a 
stand. Apparently Ballet Society and a good many othe: 
dance groups and individuals subscribe to the belief that 
dancing flourishes best in a hothouse atmosphere. Ballet 
Society is based on a limited subscription following, and n« 
less a critic than John Martin is of the opinion that this kind 
of “high-minded subsidy” will serve ballet best in view of 
the ‘demonstrated failure of other methods,’ by which he 
means any form of general popular presentation. 

Ballet, of course, was once an entertainment for the 
aristocrats, and perhaps Mr. Kirstein and his cohorts would 
like to see the dance art revert to its one-time status. This 
corner, however, prefers to string along with the rabble. In 
view of the fact that democracy manages to muddle along 
both in peace and in war, it is quite probable that it is a 
pretty good bet in art as well. Some of the greatest figures 
in the realm of the arts from Homer to Lorca, and from 
Pavlova to Fred Astaire serve to prove that merit and 
popular appeal are not incompatible. Isolation is healthy 
neither for the individual nor for an art. The trouble with 
too much dancing today is that it is nurtured within limited 
confines that do not pay off artistically or commercially. 

Mr. Kirstein does not want the press to cover Ballet 
Society not because he can not afford to give away 4 
handful of seats, but because he wants to keep Ballet Society 
an hermetically sealed operation. By the same token, M: 


“VERA ELLEN" 


An interview with a national film 


figure with special photographs. 


"HOLLYWOOD MUSICALS" 


Pictures of the screen’s latest song- 


and-dance extravaganzas. 


Dance datelines, special features and 
comment on Ballet Russe de Monte Carlo 


and Martha Graham. 


And reviews of dance, stage and screen events 


of the month. 


wailable on all newsstands. For 


» of Dance 


requiat ‘delivery subse rnption by below. 


DANCE 520 w. 34th Street, New York 1, N. Y. 


Enter my subscription to DANCE to start 
with the issue. 


|" Dance Instructor, please check here. () 


C) $3, yr. $5, 2 yrs. $7, 3 yrs. Send Bill 
- Add 50c for Canada and South America, $1, foreign. Kirstein does not desire the presence of the public eithe: . 
The public might obtrude a good many untidy and distaste 
|) ae ful problems upon an art that is thoroughly satisfactory + R 
its practitioners and their immediate circle of friends. !' 
BEE Mr. Kirstein were an isolated example of this point of view 
these paragraphs would be beside the point. Unfortunately 
he represents a rather prevalent approach toward the danc¢ 
ZONE... STATE Rite ‘Heyworth, take it away! 
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SCHOOL DIRECTORY 


ARIZONA 


THE DANCE CENTER 
Forrest Thornburg, Director | 
230 E. McDowell Road, Phoenix, Ariz. 


GERTRUDE MARY SCHWAB 
School of 
532 No. 4th St., Tucson, Arizona 


CALIFORNIA 


ETTA MARIE CALER STUDIO OF DANCE 
Ballet—Tap—Acrobatic— Ballroom 
9049 Dicks St., West Hollywood, L.A. 46, Calif. 


MILTON HILL “Teacher of the Stars” 
Screen Style: Taep—Acrobatic—Musica!l Comedy 
1627 N. Cahuenga, Hollywood 28, Cal. Phone HE 5633 


RAINBOW-ETIENNE STUDIOS OF DANCE & DRAMA 
Ballet-—Tap—Cho raphy— Drama— Placement 
1358 N. La Brea, Hollywood 28, Calif. H1-928! 


SIMON SEMENOFF—ARTISTS STUDIOS OF BALLET 
Ballet—Classical —Character— Makeup—Pantomine 


204 Santa Monica Bivd.. Santa Monica, Calif. 


BERENICE HOLMES STUDIO OF BALLET 
184 West Washington Street, Chicago, Ill. 


SLADYS HIGHT SCHOOL OF DANCING 
All Types for Teacher and Professional 
159 N. Michigan Ave., Chicago, 


JOHN PETRI BALLET SCHOOL 
Ballet—Character —Interpretetive 
4 E. Jackson Bivd., Chicego, 


LOLA MENZELI—School of Dancing 
Ballet Technique—Adv. Students and Teachers 
2728 S. Wabash Ave., Suite 1006, Chicago, Ill. 


INDIANA 


LA SHELLE VOCAL & DANCE STUDIOS 
Bonnie Blue Brown, Director 
1716 N. Pennsylvania St., Indianapolis 


MASSACHUSETTS 


MARION RICE STUDIO OF THE DANCE 
Denishawn— Baliet—Modern—Balliroom 
350 Main St., Fitchburg, Mass. 


LILLAFRANCES VILES SCHOOL OF DANCING 
5 Werren Avenue 
Hyde Park, Mass. 


MICHIGAN 


ELAINE ARNDT SCHOOL OF THE DANCE 
Ballet-—Tap—Baliroom 
750 Alter Rd., Detroit, Mich. 


CAMERY MUSIC AND DANCE STUDIO 
Ballet-—Toe—Character—Baliroom—Voice & Piano 
305 Reynolds Building, Jackson, Mich. 


R CARDEAU DANCE STUDIOS 
Ballet—Tap—Baliroom 
2019 W. Grand Bilvd., Detroit, Mich. 


MISSOURI 


© “LORED LYONS STUDIO OF THE DANCE 
allet-—Tap—Acrobatic 
Aainstreet Theatre Building, Kansas City, Mo. 


NEW YORK 


NELLIE COOK SCHOOL OF DANCING 
All types for teachers, children and adults 
1622 Broadway, Brooklyn, N. Y. GI 2-2612 
HOWELL'S DANCE SCHOOL 
Ballet—Tap—Baliroom, etc. 
453—S5th St., Brooklyn, N. Y. 
EVA VARADY SCHOOL OF DANCING 
All Types for All Ages. Tel., AS 8-2060 
40-03 Broadway, Long Isiand City 3, N. Y. 
MODERN DANCE SCHOOL of the YM & YWHA 
Doris Humphrey, Director 
Lexington Ave. & 92nd St.. N. Y. C. 28, AT 9-2400 
DALE H. MORATH 
Modern Dance 
63 East lith St.. New York. N. Y. 
NINA TINOVA SCHOOL OF BALLET 
Specielizing in children's ballet training 
200 West 57th Street, New York /9, N. Y. 
PIATOV'S STUDIOS Natalia * Sascha * 
Prof. Training: Toe—Tap—Acrobatic— Ballroom 
1405—i8th Street, Niegere Falls, N. Y. 
BETTIE & EMMETT FIRESTONE DANCE STUDIOS 
Tel., Yon 3-9393 
St. Mary at So. Broadway—floor 3, Yonkers. N. Y. 


NORTH CAROLINA 


McDONALD STUDIO OF DANCE 
Miriam McDonald, instructor 
Tap, toe, ballet, ballroom, acrobatic 
2713 Everett Ave., Raleigh, N. C 


SOUTH CAROLINA 


JOAN SIMMONS SCHOOL OF DANCING 
Studio—!05 Wentworth Street 
Charleston 6 South Carolina 


PENNSYLVANIA 


VERA LIEBAU INSTITUTE OF DANCE ARTS 
Tap—Baliet—Acrobatic— Baton— Ballroom 
634 Penn Ave., Pittsburgh, Pa. 


AENNCHEN'S STUDIO OF THE DANCE 
Ballet—Tap—Ballroom— Dramatics 
7040 W. Garrett Rd., Upper Darby. Pe 


VIRCINIA 


OLIVER SCHOOL OF DANCE 


All Types 
1318 Colley Ave., Norfolk 7, Va 


WASHINCTON, D. C. 


PHIL HAYDEN, Studios of Professional Dancing 
Tap—Ballet—Acrobatic— Modern 
Six Dupont Circle, Washington, D. C. 


WISCONSIN 
PETROFF SLABY 


Cor. of N. 28th & West Wells Sts.. Milwaukee, Wis. 


HAWAII 


MAGIC DANCE STUDIO, Victor Yankoff, Dir. 
Ballroom & Tap 
1614 Kalakana Ave., Waikiki, Honolulu, T. H. 


NATIONAL ASSOCIATIONS 


CHICAGO NAT'L ASS'N OF DANCING MASTERS 
20 East Jackson Bivd., Chicago 4, III. 
Ermie Schultz, President: William J. Ashton, Sec. 
DANCING MASTERS OF AMERICA 
1215 Connecticut Ave., Washington 6, D. C. 
Franklyn Oakley, Pres., Leroy H. Thayer, Sec. 
N. Y. SOCIETY OF TEACHERS OF DANCING 
Headquarters, Hotel Astor, New York City 
Franklyn Oakley, Pres.: William E. Heck, Sec 
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SIDEWALKS OF NEW YORK 


preliminary waltz clog 
OLD FOLKS AT HOME 


preliminary soft shoe 
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intermediate waltz clog 
OLD FOLKS AT HOME 
intermediate soft shoe 


TURKEY IN THE STRAW 


preliminary buck or eccentric 
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TWO HEARTS IN 3/4 TIME 
TEA FOR TWO 
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ANCHORS AWEIGH 
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